J M W Turner and some of his predecessors and successors, from the viewpoint of medical history' Professor A W WoodruffcMG MD FRCP
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The wealth of historical information in pictures impressed me when working on Bewick (Woodruff 1976) . His wood engravings embody data which not only record but bring to life the times in which he lived, and impress as primary historical sources. They were times, too, among the most fascinating for British historians, encompassing the remarkable flowering of British culture that took place towards the end of the eighteenth century and during the early part of the nineteenth. Studying Bewick, it became clear also that, since no man can illustrate the whole of his visualized environment, there must of necessity be a selective process operating, and that this leads him to illustrate certain subjects in preference to others. It further became obvious that this selective process is influenced not only by factors external to the artist, but by developments within his mind. Among the former factors was the proximity of Bewick's bed to a tittle window; through which he saw the changing seasons of the year and received many of the early childhood impressions which moved him deeply. The second process of selection in Bewick's case included some degree of arrest in his emotional development, whereby throughout tife excretory acts assumed a special importance to him and led him to illustrate such acts remarkably frequently. There is a similarity between him and Jonathan Swift in this respect. Swift frequently wrote on this subject, just as Bewick frequently illustrated it, both despite severe criticism within their own time for so doing.
The great exhibition of Turner's paintings at the Royal Academy in 1975 demonstrated anew the tremendous impact and influence he and other painters have; and yet it has repeatedly been stated that we know remarkably little about Turner as a man. He was taciturn, given to few words, he wrote no autobiography or memoir as did Bewick, he was not an enthusiastic letter writer, and most of his correspondence related to payments or day-to-day business and social arrangements. The earliest of the few biographies of him, written by Thornbury (1904) while the memory of Turner was still fresh in the minds of many who were consulted by the biographer, is notoriously biased and 'unsympathetic towards him; most of the others contain much factual data about when and where he painted his pictures, some of the people he met and the places he visited, but remarkably little about his thoughts and feelings; so that we have only the scantiest information on why he painted what he did. To this the biography of Kitson (1964) is an exception and has been described as the most perceptive (Gage 1969) . From the viewpoint of medical history, however, it is possible to deduce something from Turner's paintings, the variation in his output, his limited writings, and especially from the quotations drawn from his poem 'The Fallacies of Hope' which he attached to the titles of many of his pictures. Into this poem he put some of his deepest thoughts and feelings.
The next point deduced was that this process of selection is not peculiar to artists ' ;' " it operates on us all in influencing our fields of activity; and to historians it is of greater significance than to most people, in that it helps to determine what is chosen for recording and the interpretation given in the record. Historians are increasingly concious that self-knowledge is important to them. Thus Marwick (1970) , in tackling the question 'what is the use of history?', states: 'As a man without memory and self-knowledge is a man adrift, so society without memory (or more correctly) without recollection and self-knowledge, would be a societyadrift'.
It was Ralph Waldo Emerson who wrote 'there is properly no history, only biography'. Today the role of medical historians is growing, because developments in medicine permit a greater understanding of the actions of men. Marwick (1970) commented that G M Trevelyan believed that history remained literature rather than science, because of its need for deep insight into the minds of men. Later commentators, however, have remarked that as long as the historian continues to back his own psychological insights without reference to the discoveries of modem psychology, he produces, if not literature, certainly fiction. Today, Marwick states, no historian could write a biographical study without betraying something of the influence of Freudian and post-Freudian psychology. He illustrates this point by reference to Charles Townsend, a brilliant English politician whose erratic political behaviour has sometimes been regarded as a contributory cause of the American Revolution; and he describes how conflict between Townsend and his father produced a mental attitude towards authority which he carried over into the field of politics. Conflicts there will always be, and much good can come from them; but we need to have self-knowledge to ensure that they have good, not bad, results. Medical historians have a special duty to bring to bear on recorded history their knowledge of man, gained in dealing with people at first hand in their troubles and afflictions, as well as in their pleasures. In clinical tropical medicine one deals almost daily with patients who either have been attracted to work in the tropics because of psychological conflicts and attitudes which have rendered it difficult for them to fit into the opportunities presented to them at home, or whose psychological make-up has not been able to stand the stresses of overseas life and work. In consequence some of these patients resolve their conflicts by developing a psychosomatic syndrome, and it is this particular experience which I hope to bring to bear on the present study.
The British scene, 1775 J M W Turner was born on Sunday 23 April 1775. He came into a fierce and cruel world, yet one in which culture was flowering as it has seldom done since. Painting and pictures had a particular influence on men's minds at that time, perhaps filling part of the role of commentators on events currently occupied by the television screen, the cinema, and illustrated magazines. On the day of Turner's birth, a letter written on 22 April was being carried from Horace Walpole to Sir Horace Mann; it runs: 'I dined today at the exhibition of pictures, with the Royal Academicians. We do not beat Titian or Guido yet. Zotrany has sent over a wretched Holy Family ... he is the Hogarth of Dutch painting, but, no more than Hogarth, can shine out of his own way. He might have drawn the Holy Family well if he had seen them in statu quo. Sir Joshua Reynolds is a great painter, but unfortunately, his colours seldom stand longer than crayons ... Loutherbourg ... would paint landscape and cattle excellently if he did not in every picture indulge some one colour inordinately ... The prices of all are outrageous, and the numbers of professors still greater. An American, West, deals in high history, and is vastly admired, but he is heavier than Guercino, and has still less grace and is very inferior' (Toynbee 1904). Evidently Turner was born into a world in which there was much interest in art.
Cruelty there was in plenty but there were stirrings of conscience, possibly in the wake of Wesley and others. During the weekend of Turner's birth Lord North transmitted to the King a petition for mercy on Martha Latimer, who had been condemmed at Kingston Assizes to be burnt for coining. The King authorized the punishment to be transmuted to transportation. Three days after his birth, the House of Commons ordered Mr Watts' Steam Engine Bill to be engrossed; this event ushered in the Steam Age and with it the Industrial Revolution, and contributed to that pressure on the individual from which in part the Romantic Movement developed.
At that time the streets and buildings were taking form to the north of the Royal Society of Medicine's present Wimpole Street building. Portland Place was completed a year or two after Turner's birth. Later Turner was to occupy premises in the then newly built Harley Street.
J MWTURNER

Early influences
Details of Turner's parentage have been published in several biographies. He was born in London, in Maiden Lane, Covent Garden, but at about the age often was sent to live with an uncle in Brentford. According to Mr F E Trimmer, who knew Turner's father and who described him and the family to Thornbury, Turner's mother had an ungovernable temper and 'led her husband a sad life'. This sadness culminated in the mother's admission to Bethlem hospital on 27 December 1800. She was later discharged from the curable department and readmitted to the department for incurables, where she died in April 1804. There is every reason to believe that, in his early years, Turner was subject to very considerable stress caused by his mother's personality and mental disturbance. To this must be added the strain of separation from his father, to whom he was deeply attached throughout life.
His artistic talents soon became apparent and he was accepted as a student at the Royal Academy School. He was only fifteen when he first exhibited, at the Royal Academy, a water colour of the Archbishop's Palace, Lambeth.
Turner's variability in output In each of the next two years he had two water colours accepted; in 1773 he had three, in 1774 five and in 1775, when aged twenty, he had eight accepted. His twenty-first year started as a year of triumph, with eleven pictures in the Summer Exhibition at the Royal Academy; they included the first oil painting he had hung there, the masterly Cholmeley sea piece.
1798
There then followed a curious halt in his activity and production ( Figure 1 ). Finberg (1961) comments: '... as Turner's summer tours of 1795 had been productive of so much profit, one would expect that as soon as the exhibition of 1796was over he would have been off on another journey of discovery. But the only sketch book which can be assigned to this year is a small pocket book, bound in real leather, on which he has written in ink on one of the covers "Studies near Brighton ". The book consists of about a hundred pages but only thirty of them have been used ... There is only one topographical subject which I have recognised, that of the town cross at Chichester and some architectural details probably sketched in Chichester Cathedral. The remaining sketches are generally slight and timid in execution, and have dealt with an odd jumble of subjects. The timid little random sketches and studies contained in this pocket book are in such marked contrast to the confident and decisive drawings made in the previous summer that some explanation of the change is required. These drawings look like the work of an invalid. Can it be that Turner had been seriously ill this year and gone to Brighton only to regain his health and strength? . .. Something unusual therefore had MPpened in 1796 to keep him pottering about on the South Coast, making only a few timid studies. ' We have also to account for a considerable reduction in the number of his works in the following Exhibition of the Royal Academy. Turner was, however, evidently able to travel and there is no evidence that his illness was physical. There are many more episodes of this kind in Turner's life, and there is other evidence of inability, at times, to deal with matters of importance, even though most of his work was done with great energy and facility.
1805
After the 1796 drop in production of exhibited pictures, the next big drop in Turner's production occurred in 1805(Figure I>, when he exhibited only two pictures, 'Shipwreck' and 'Deluge'. It may therefore be worth while to look at what is known of his activities during the preceding year, during which he would have been producing the pictures to be exhibited. Finberg (1961) records that Turner, then a Royal Academician and on the Council of the Academy, attended the Council meeting, held on 24 December 1803, and had an altercation with Bourgeois, who called Turner 'a little reptile'; Turner had replied by calling Bourgeois 'a great reptile with ill manners'. A further altercation in Council occurred on 11 May 1804, after which Farington, an Academician and diarist, entered in his diary that, he had told Turner that 'his conduct as to behaviour had been cause of complaint to the whole Academy'. After this incident Turner absented himself from the Council, from the meetings of the Academy Club, from the general assemblies of the Academy, and from the dinner given in honour of the King's birthday on 4 June. During the summer months of 1804 Turner's name appeared only twice in Farington's diary: once to record that he had not painted two paintings which he had arranged to paint for a Mr Barnard but concerning which there had been an argument about price; the other entry records that Turner had applied several times to the Marquis of Stafford for an additional twenty guineas for the frame of the Bridgewater sea piece which the Marquis had bought for 250 guineas. It was regarded as imprudent of Turner to apply several times to so worthy a patron for payment of this sum. Turner exhibited no pictures at the Academy Exhibition in 1804 but showed some in his own gallery. Farington records that he had heard from Glover, an Academician, that he had been 'to Turner's Exhibition, which after having seen the delicate and careful works at the former exhibition, where so much attention to nature was shown, Turner's room appeared like a green stall, so rank, crude and disordered were his pictures'. Turner's mother had died in April 1804. No matter whether her death, or his troubles with his fellow Academicians, or other factors, were responsible for the drop in his output, it was associated with a period of irritability. This is a well known feature of masked depression, as is an inability to bring one's mind and energies to bear on tasks and responsibilities.
1813
For an explanation of the drop in production of pictures for exhibition in 1813 we must look to Turner's activities during 1812. During this year he had had disagreements with the Hanging Committee at the Academy regarding the position of his picture 'Hannibal crossing the Alps' (Figure 2) , the caption to which may give a clue to his feelings at this time: Hannibal 'Looked on the sun with hope' , .. but ... 'In vain each pass, ensanguined deep with dead', He had opened his private gallery, then in Queen Anne Street, to the public in May 1812 and in the summer and latter part of the year he had supervised the building of his house, Sandycombe Lodge, at Richmond. Farington records in his diary that he had met Turner at the Council meeting of the Royal Academy on 4 November 1812 and that Turner had then 'complained much of a nervous disorder, with much weakness of the stomach. Everything, he said, disagreed with him -turned acid. He particularly mentioned an aching pain in the back of his neck. He said he was going to Mr Fawkes in Yorkshire for a month and I told him air, moderate exercise and changing his situation would do most for him'. Farington evidently had an artist's perception about the nature and management of the complaint.
At the meeting of the Academy on 28 December 1812 'the Secretary read a letter from Turner requesting to be allowed to postpone reading his perspective lectures until January 1814 on account of indisposition'. This request was granted. It is clear that Turner had inhibitions about giving these lectures; he had given them once already and had been keen to take on the Professorship but found difficulty in bringing his energies to bear on the responsibilities entailed.
The reduction in Turner's exhibited pictures at the Academy in 1813 was probably in part a result of the disagreements he had had the previous year, but both these disagreements and the reduced output may well have resulted from what Turner himself described as 'indisposition' and 'a nervous disorder'. He exhibited two pictures in 1813, a revised 'Deluge' and the famous 'Frosty morning'.
After the 1813 exhibition, Turner spent several weeks sketching in Devonshire but otherwise disappeared from society and failed to appear at Academy meetings. Cyrus Redding (1858), a West Country journalist, accompanied Turner on his expedition and records how, at a picnic which Turner gave, he 'was exceedingly agreeable for one whose language was more epigrammatic and terse than complimentary upon most occasions'. Redding states that at this picnic 'the wine circulated freely'. After another painting journey with Redding they found themselves at an inn where they decided to spend the night. 'Turner said, before he considered any other matter, he must have some bread, cheese and porter. Very good bread and cheese were produced, and the home brewed suited Turner, who expatiated upon his success with a degree of excitement which, with his usual dry, short mode of expressing his feelings, could hardly be supposed.' Redding continues: 'I found the artist could, when he pleased, make sound, pithy, though sometimes caustic remarks upon men and things with a fluency rarely heard from him'. It seems clear that Turner had great emotional depth and feeling but that expression of these was normally repressed until his inhibitions were lessened by alcohol or by particularly strong emotions.
1814
, Early in January 1814, an incident occured which is revealing with regard· to Turner's subconscious feelings towards his Professorship of Perspective. He had been elected Professor of Perspective atthe Royal Academy in November 1807but it was not until January 1811 that he managed to bring himself to give his first lecture. He was due to give the first of his second series of lectures on 3 January 1814but these had to be postponed because he left, in the coach taking him to the lecture, his portfolio containing his illustrative drawings for the occasion. In the Morning Chronicle of 5 January he advertised for the return of the portfolio, offered a rewaId and got it back. Advertisements appeared stating that the postponed first lecture would be given on 10 January but according to the New Monthly Magazine of March 1814 the audience which had assembled was again disappointed; this time Turner had left his manuscript in the coach. According to current knowledge of the psychopathology of errors, these incidents would be interpreted as the result of conflict between Turner's conscious wish to give the lectures and subconscious inhibitions against giving them.
In the Academy exhibition this year, 1814,Turner had only one picture, 'Dido and Aeneas' (Figure 3) , a subject which suggested that his mind at this time was attracted to themes of tragedy resulting from suppressed emotion such as he himself may have been experiencing. It may be recalled that Dido, Queen of Carthage, fell in love with Aeneas when he was shipwrecked near Carthage, but Aeneas left the city by order of the gods and Dido in despair committed suicide. There is evidence at this time, too, of Turner's increasing cynicism. The only other painting which he exhibited this year was entitled 'Appulia in search of Appulius learns from the swain the cause of his metamorphosis' (Figure 4) . Appulia is searching for her husband Appulius, who by the mistake of an enchantress had been turned into a golden ass which passed from master to master, observing the vices and follies of men.
1816-17
During the years 1816 and 1817 Turner appears principally to have been engaged in various tours and in producing engravings, including the 'Liber Studiorum'. He was still having the same difficulty as previously in bringing himself to give lectures on perspective. In December 1816 he wrote to the Secretary of the Academy asking to defer his lectures in the coming year 'on the plea of some particular engagement'. He was told that 'his request could not be sanctioned without a very substantial reason'. Turner in reply repeated that 'present engagements are so pressing as to preclude the possibility of my being ready to read it at the usual time'. He received a reply that the Academy assented to his desire but at the same time they 'thought it necessary to apprise him that it is incumbent on the professors of this Academy not to enter into any engagements which may preclude them from fulfilling the permanent duties of such offices as they may hold'.
1819
During the latter part of 1819 Turner went to Italy. During 1820 he did not undertake a sketching tour but was superintending the enlargement and transformation ofhis house in Queen Anne Street. Whatever the cause, however, inhibitory factors were affecting his production of finished and exhibited pictures between 1820 and 1821.
These periods of interruption in his output require an explanation and I believe that there is one.
Turner's selection of subjects
The great exhibition of Turner's paintings at the Royal Academy in 1974 revealed the way in which he is regarded at the present time. The predominant comments were, as was stated in the Sunday Times in November 1974, of ' a brilliant phantasia of light and colour'. Numerous tributes were paid to the many-sided nature of his genius; little was, however, said about the fascination which tragedy had for him. A theme which runs through much of his output is that of man struggling with forces that he cannot control and which result in small homes being crushed by avalanche ( Figure 5 ), in shipwreck, fire at sea, fire at home and fire consuming the . seat of government, death from man's inhumanity to man, and blighted hopes and pessimism as communicated in the lines from Turner's own poem 'The fallacies of hope' which formed the caption to his picture 'Slavers throwing overboard the dead and dying -typhoon coming on'. This caption runs:
'Aloft all hands, strike the topmast and belay; Yon angry setting sun and fierce-edge clouds Declare the typhoons coming. Before it sweep your decks throw overboard The dead and dying -ne'er heed their chains Hope, hope, fallacious hope: Where is thy market now?' He chose to paint the fifth and tenth plagues of Egypt, and even his best known picture 'The Fighting Temeraire' is of the great ship, its days over, being towed to its last berth to be broken up. Such subjects, and they are numerous and recur throughout his life, may not indicate that he himself was preoccupied with death and destruction but they certainly show that these were constantly recurring themes in his mental life. There may even be important symbolism in the recurrent theme in his paintings of fire and heat -symbols ofemotion -warring with and being constrained and restricted by elemental forces. This is something which early appealed to him, for when only seventeen years of age he exhibited at the Academy 'The Pantheon the morning after the fire', in which the shell of the building is seen in the grip of frost and ice. This theme did not leave him, for in 1846when aged 71 he exhibited at the Academy 'Whalers (boiling blubber) entangled in flaw ice, endeavouring to extricate themselves'.
We gain insight, too, into his pessimistic and depressive thoughts in his great picture exhibited in the same year, 1846, 'The angel standing in the sun' (Figure 6 ). The caption for this runs: 'and I saw an angel standing in the sun; and he cried with a loud voice saying all the fowls that fly in the midst of heaven, come and gather yourselves together at the supper of the great God; that you may eat the flesh of kings, and the flesh of captains, and the flesh of mighty men, and the flesh of horses, and of them that sit on them, both free and bond, both small and great' (Revelation XIX, 17, 18) . 'The morning march that flashes to the sun; The feast of vultures when the day is done. ' (Rogers) In this picture the skeleton represents death; Adam and Eve stand by their son, Abel, killed by his brother; Judith holds the head of Holofernes whom, through her deceit, she has decapitated, and in the yellow sky the vultures gather. Turner would hardly have chosen to depict these unless doing so satisfied an inward urge and almost certainly symbolized his feelings towards society.
Adrian Stokes (I 963) , writing about Turner, stated that 'the painter is he whose inner world, everywhere intertwined with the outer, will be projected in such a way as to communicate to his fellows a freshness about objects'. Turner's inner world was certainly projected in his paintings and was combined with the outer in a magnificent though often melancholic way. There can be no doubt that, in this inner world, pessimism and depression occupied a large part of his conscious and subconscious thoughts.
Fantasyin Turner's pictures
Before leaving the subject of what Turner painted, we should note his interest in fantastic creatures. This is exemplified particularly in his 'Sunrise with sea monsters' (Figure 7) , painted about 1845, when he was seventy. He did, however, paint curious creatures on other occasions; there were, for example, many strange fish in the sea of the Slave picture, painted when he was about sixty-five.
There is a possible connection between these and a personal relic exhibited in the Tate Gallery. There, in a cabinet with his bottles of turpentine, varnish and so forth, is one bottle of eight to ten ounces capacity labelled 'Acetate of Morphia'. It is stated in the Tate exhibit that this substance has no known use in painting. Martindale still lists it and describes it as having the actions and uses of morphia. Turner was an immensely practical man and would certainly not have a large bottle of this unless he used it. Dr Michael Kitson has suggested to me that Turner might have started to use it for toothache. No matter how he began to use morphia, it appears possible that, like other artists who used it (including in the literary world Coleridge and De Quincey), Turner had visions while under its influence and these he incorporated into his artistic output.
Turner and women
A final point concerning Turner's mental make-up is that although he is known to have had children he never married but formed a number of impermanent liaisons, all with older women. It is possible that a sense of insecurity in his relationships with the opposite sex and a disinclination to enter into more permanent relationships sprang from his traumatic early home life with his mother and her mental illness. This may well have played a part in the genesis of some of the depression and pessimism which occupied part of his mental life.
Turner and colourvision
It has been suggested that some of the red hues, particularly in Turner's later pictures, might have resulted from cataract (Trevor-Roper 1970) . It seems more probable, however, that Turner's choice of red resulted from aesthetic and emotional factors. The reason for stating this is that, when he was only twenty-three, it is recorded of him in Farington's diary that his painting was 'too much to the brown'. When he was thirty-one, Sir George Beaumont criticized his pictures for their jaundiced tone (Gage 1969) . It may well be that senile cataract causes some artists to paint in reddish hues and caused Turner to paint in redder hues as he grew older, but his propensities to paint in these colours had developed long before he could have had a senile cataract.
Conclusions concerning Turner
Turner gave us in his pictures as much of his mind as he did of nature, for as Kitson (1964) says: 'For him, rather, nature had to be transformed into Art and he regarded the study of Nature as at least as much a mental process as one that could be recorded directly in visual terms'. Unlike the French impressionists, Turner did not paint in the open what he saw before him. He sketched scenes, then worked them up into what (again quoting from Kitson) would 'appeal to the mind and the imagination, not merely to the eye'. Stokes (1963) , too, recognizes that the artist projects with astuteness upon the canvas an inner need in terms of the outside objects he has chosen and that'... more than the rest of us the artist is aware that what we see symbolises history as well as the aspiration of the mind'.
Features in Turner's life and development strongly suggest that on the basis of a cyclothymic personality he had a degree of manic-depressive psychopathology. Such features were his swing from phenomenal activity to periods of inability to bring his work to completion or to carry out important tasks such as his perspective lectures; the family history and maternal deprivation; his usual moroseness, taciturnity and irritability; his known fondness of alcohol, and the way it relieved these features. Then later there was his use of morphia; the attraction gloom, disaster and tragedy had for him; finally, early morning wakefulness, which it is known he often manifested.
LEONARDO DA VINCI
Similarities with Turner
There are important similarities between Turner's life and that of Leonardo Da Vinci. First, both had great difficulty in exerting their energies on certain tasks. The slowness with which Leonardo worked was proverbial. Freud (1910) records that Matteo Bandelli, a young monk in the convent when Leonardo was painting the 'Last Supper', described how Leonardo, on some days, would climb the scaffolding early in the morning and remain there till twilight without laying his brush aside and with no thought of eating or drinking. Then days would pass without his putting his hand to it. Sometimes he would remain for hours in front of a painting without touching it. At other times he would add a few strokes and immediately break off. The 'Mona Lisa' was commissioned by the lady's husband, but Leonardo was never able to bring it to completion and still had it at the time of his death. There was, Freud explains, an inhibition in the actual execution of Leonardo's work which is not to be explained even by the artist inevitably falling short of his ideal. The slowness with which he worked was a symptom of his inhibitions, and was the forerunner of his later abandonment of painting.
Like Turner he was fascinated by tragedy and used to accompany condemned criminals on their way to execution to study their features distorted by fear, which he would sketch in his notebook. Like Turner he had an unhappy childhood and was separated from his mother early, in his case because of his illegitimacy and the childlessness of his father's marriage. These led to Leonardo being taken from his real mother and being brought up with his father and his father's wife. Like Turner he never married, and Freud states: 'it is doubtful whether Leonardo ever embraced a woman in passion'.
Turner was able to overcome his inhibitions and although his output fluctuated markedly he was able to integrate his emotions with his work and keep going. Leonardo stopped painting and engaged on research on war machines, flight, anatomy and geology.
Leonardo and the St Anne picture
In Leonardo's scientific notebooks there is a passage which many observers, including Freud, regard as very revealing. Leonardo interrupted his writing on the flight of vultures to describe one of his earliest recollections. Whether this recollection is of a dream or of an actual occurrence is immaterial. He records: 'it seems that I was always destined to be so deeply concerned with vultures; for I recall, as one of my very earliest memories, that while I was in my cradle a vulture came down to me and opened my mouth with its tail, and struck me many times with its tail against my lips'. In his detailed study of Leonardo, Freud analysed this recollection and concluded that it arose from Leonardo's very earliest memories of the affection and kisses which he had received from his mother. At this time she was an abandoned woman, no doubt lavishing on her son an extra share of affection which might have otherwise gone to her husband. From this relationship, Leonardo was forcibly separated when he was taken from his mother to live with his father and his father's wife. Freud goes on: 'When, in the prime of life, Leonardo once more encountered the smile of bliss and rapture which had once played on his mother's lips as she fondled him, he had for long been under the dominance of an inhibition which forbade him ever again to desire such caresses; but he had become a painter, and therefore he strove to reproduce the smile with his brush, giving it to all his pictures, to Leda, to John the Baptist, to Bacchus as well as to the Mona Lisa. This smile which has fascinated and puzzled mankind for four and a half centuries has never been convincingly explained by anyone but Freud, and his explanation certainly has the ring of profound truth about it. It can now also be understood why Leonardo could never part with the picture and gave its unfinished state as his reason for not doing so. Again, in Leonardo's 'Madonna and Child with St Anne' the now not so enigmatical smile appears, and in Mary's curiously arranged drapery the outline of a bird can be discerned. The wings are there and the folds of the drapery simulate very closely those of the tail feathers. Still more important, the tail feathers touch the mouth of the Child, as in Leonardo's dream.
The evidence as it builds up illustrates the way in which many of the artist's inner thoughts and feelings can be exteriorized. Study of art, literature, music and also science, makes one realize that this process is constantly at work influencing the selection of subjects and their interpretation. Very few have, however, like Leonardo's been profoundly investigated by a genius such as Freud. '
JOHN MARTIN _ Some of the processes just discussed may be seen at work in the life and productions of'John Martin. He is principally now known for his vast, impressive apocalyptic paintings. He was fourteen years Turner's junior and survived Turner by three years. During his lifetime he was regarded by many as a rival to Turner, and his influence on the continent of Europe..was probably greater than that of Turner.
Martin was tenaciously argumentative and he had a curious snort-like tic when talking. However, the most curious point concerning him is that after great success as a painter he, like Leonardo and to some extent Turner, met with a halt in his production. Martin had a one-man snow in 1823 when he was thirty-four years old, and according to Balston (1947) such a show is usually the time for an artist to reflect on his performances and to decide on the direction of his further efforts. At that point, however, Martin progressively turned aside from painting, first to engraving and then to sewerage and drainage plans; with which he became obsessed. Evidently he too had inhibitions which prevented him from going on.
He showed many features of an obsessive and compulsive neurosis. These included his tic, excessive meticulousness -his picture captions described even the dimensions ofthe imaginary buildings illustrated -and his regression from the age of 38 years onwards to an obsessive preoccupation with sewerage and manure, even though this almost ruined him and certainly brought financial hardship to him and to his family. A similar obsessive state affected his brother Jonathan, who, after repeatedly objecting publicly to what parsons said in church, carried his objection and obsession to the extent that he set fire to York Minster and did extensive damage to it. For this he spent the rest of his life in Bethlem. Martin's brother 'William was also an obsessive eccentric. CONCLUSIONS · I t seems clear that, just as Brain (1949) found when he studied authors, there are many clearly discernible psychopathological features in the lives and mental make-up of artists. It is possible that much of the emotional energy generated by these psychopathological states in painters is directed into their pictures, which thus help them to resolve and sublimate their inner conflicts. Depressive states, in particular, appear to encourage this process and to be helped by it. A remarkably large proportion of great artists have suffered from moderate or severe degrees of depression. D G Rossetti and Vincent Van Gogh are others that come to mind. It is possible, however, that the prevalence is not vastly greater than in the rest of the population, for whereas authors and artists leave a record of their work and of their mental development no such record is left or is identifiable in the lives of the great mass of the general population. It is important that we recognize the presence of these features and the effect they have on everyday, as well as artistic, life. The frequency with which such conditions have to be expected was brought out by Sartorius (1975) who stated: 'The period prevalence of the different forms of depressive disorders has been estimated to be nearly 3% per annum and consequently there may be about 100 million people in the world each year who develop clinically recognisable depression.' Mankind, however, is resistant towards recognizing such facts and particularly towards recognizing, in the lives of men of genius, the operation of psychopathological forces. On being asked by a member of the Darwin family for an opinion as to whether Darwin's illness arose from Chagas' disease contracted in South America, I undertook a study which led to the clear conclusion that his illness was psychosomatic, indeed that it had arisen before he even left Britain for South America (Woodruff 1965 (Woodruff , 1968 ). There have been many papers published subsequently on Darwin's illness, yet almost all have conveniently overlooked the evidence and the conclusions which point to this finding. Colph (1977) , in his exhaustive survey of literature on Darwin's health, supports these conclusions and comments that they have been ignored by the vast majority of writers on the subject. It seems possible that this is itself a manifestation of inhibitions which themselves have a psychological basis. Yet it is from these psychological and psychopathological processes that much of the creative energy of artists, writers and ordinary men and women comes. Appreciation of these factors is especially important to historians. We have to recognize that a large part of history, being, as it is, biography, must be interpreted with knowledge of the forces at work in writing that biography. These forces influence both the selection of events to be recorded and the interpretation given to them. We must recognize that with history and biography, as with art, there is, as Stokes (1963) has said, 'no hard and fast division between the appreciator and the creator'. The forces that lead to the appreciation of a work are those that led to its creation. We in the Section of the History of Medicine have a duty to recognize this and bring our medical knowledge to bear upon it, particularly when it comes to the selection of material recorded in history. In doing so we have an important part to play in seeing that truth is accurately recorded and understood.
